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In contemporary life, more and more people move to live in urban city. Urban life is 
drastically different from rural life. In urban city, works are highly diversified and repetitive; 
people are fast-paced, efficiency-oriented and packed in very limited space for movement. 
The mode of living is tailor-made to the development of the city instead to the individuals who 
are living in it. Unsurprisingly, 100% of Hong Kong population is living in the urban area.  
Everyday we are trapped in this mismatch setting of time and space. It is the repressed 
emotion and desire that revealed by the miscommunication and disconnection among crowds 
of people, fostered and nurtured the unique practice of Hong Kong Artists. 
 
In this essay entitled Fill in the Blanks – Art of the Disconnection in Urban Daily Life, I 
attempt to rethink and present an overall image of the body of my artistic work, while studying 
a series of theoretical and artistic references from the field of contemporary art and cultural 
studies.  
 
This essay is divided in three main sections: the transformation from observation in 
urban daily life to conceptualization, the struggle between the artistic intention to execution in 
specific medium and the conveyance of meanings in artwork by the artist to audience 
comprehension and interpretation. It also includes the reflections on my thesis work We each 
walked 2000 kilometers to say good-bye. Through this exegesis, I would like to bridge the 
‘blanks’ between my artistic practice, academic studies and daily life experience to draw a 
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1   Introduction 
 
This exegesis is written on the methodology of my artistic practice with reference to 
the research I have conducted during the two-year MFA studies. By definition, exegesis is a 
critical explanation or interpretation of a text or a portion of a text. Thus, it suggests that the 
thesis is not structured for a specific academic topic. It is tailored to consider the whole 
process of my artistic practice as a text in order to provide a basic ground for researchers’ 
further interpretation and studies on a work or a series of work of mine at a larger context in 
contemporary art as well as in the related fields.  
 
 This exegesis can be divided into two major parts. The first part includes the 
background and methodologies of my research and artistic practice. In the first chapter, I 
would introduce and elaborate the title of this exegesis, namely Fill in the Blanks – Art of the 
Disconnection in Urban Daily Life. This is about the development from observation in urban 
daily life to conceptualization of artistic ideas. This is an original title which I have developed 
since 5 years ago. I began working as an artist, started researching and created works with 
the topics of urban city, daily life, strangers encounter and meanings & values of time.  In 
chapter 2, I attempt to examine the notion of ‘blanks’ with references from real life and 
literature, from general to specific situations that audience might be situated at. In chapter 3, 
the struggle between the artist intentions to execution would be discussed. The specificity of 
moving image, especially video, as well as its application, its cinematic capability and its 
extensiveness into spatial dimension will be discussed. This is about the intention of an artist, 
why and how I initially decided to create. With a discussion on Merleau-Ponty’s 
Phenomenology of Perception, I questioned how our body experience works and conflicts 
with pure concepts. It then moves on to talk about the gap between delivery and reception of 
meanings in art and the art of disconnection. The fourth chapter discusses the reason of 
using video as my art medium and the personality of working with it. 
 
The second part starts with chapter 5 focuses on reflecting my final work entitled We 
each walked 2000-kilometers to say good-bye (fig.1). It is a long journey from when I have 
started with the topic of this exegesis. In this chapter the development of the work would be 
revealed. Research during the process would also be introduced. This work explores the 
possibility of a lasting relationship, relating but not confined to romantic love. It also brings 
questions to ambiguity of changing relationship, contingency of relationship, truthfulness 
between reality and stories and the dramatics in everyday life. It is about the intimacy 
between the reader and the writer, and voyeurism behind each single person’s mind. It is a 
work of how emotion could be changed with dramatic life experience and distilled into poetic 
experience for specific audience. The last chapter recaps the features of my practices and art 





Fig.1 Silas Fong, We each walked 2000 kilometers to say good-bye (screenshot), Video 
Installation, 2012 
 
1.1 The Blanks 
 
What are “the blanks”? Where are they? 
 
In most common terms, the blanks are empty spaces which there are nothing at all. 
Mostly we say blanks when there is an empty space in a sentence that we need to put a word 
to fill in. It might appear in an examination, or during job application when we have to fill in an 
application form which standard information are required. Interestingly it is also a kind of gun 
cartridge which contains gunpowder without a bullet, and is used for a ceremony for making 
flashes and explosive sound. It is an experience or perception of gun fire. There is one 
similarity among all the above casual examples. Blank alone is not meaningful. It only points 
to a flexible idea when the context is given. Thus provides opportunities for changes. 
Changes are one of the most inclusive elements. As we say ‘changes are eternal’, it is 
necessary for us to keep renovating in order to avoid ossification. A blank in a given context 
also requires participation to be complete and meaningful. It is this attraction of participation 
and the fluidity that allows creativity and vigour. And these become the reasons for me to 
choose blank to be the central term for this exegesis.  
 
In my research, I use ‘the blank’ as a term to describe a space which allows different 
elements in different situation or state to enter. Supposingly, creative process is to put 
exisiting elements with artistic skills for organic composition. Blanks become the ground for 
this synthetic genesis. Therefore it is important to locate and identify these blanks carefully for 




suitable blanks. After identification, these blanks should be studied and digested before 
transforming into the key concepts of an art project. When the key concepts are developed 
and selected, blanks also take part as a tool for me to adjust the level of communication 
between the artwork and the audience. It is controlled within the concept of the work and on 
the artistic form of the creation. It could also become a personal style when playing with the 
openness for interpretation with the help of blank. All in all, blanks are important to making 
most of my works. They share common characteristics and could be applied in different stage 
of art making.  
 
There is a wide range of blanks existing in different fields. The interpretation of this 
term can also be varied. But according to my research, I would like to concentrate in the field 
of urban daily life. What are the blanks appear in city life? For the reason of choosing urban 
daily life as the main topic area, I would explain in section 1.3. Here I try to categorize the 
notion of “blanks” in urban daily life into different types. But first, what is the main issue of 
people living in urban area? It is the density of its population and the land use. In some 
countries, urban area suggests that there is less than 200 meters in between every premise. 
Some less developed countries define urban area as less than 25% of its population 
engaging in agriculture or fishing. Both suggest a mode of living, which is densely populated, 
with heavy human interaction (at least physical) and collaborative works. When people could 
never be alone in a city, relationships between people became one of the most important 
issues of contemporary life. When talking about human relationships in a city, we often talk 
about their jobs. Jobs in city are highly divided, employers normally only take care of a small 
part of a larger framework. It mostly becomes long-hour, tedious and repetitive work. It is 
because these jobs can hardly reveal a meaningful evidence to prove the value of the 
existence of these employers. As a result, people living an urban life mostly develop a 
negative emotion towards their life. The more developed a city is, the more its people suffer. 
There the first two blanks I select for introduce is in relationship and emotion.  
 
There is another problem of people living a urban live. It is especially true when the 
development of a city is continuously fast, mono-directional like Hong Kong. When 
development goes in singular direction, the variety and vigour of a city fades. In Hong Kong, 
the stronger the real estate industry grows, the harder the other industry survives. Too much 
small and middle size business could no longer survive. The only left-over will be global chain 
stores that engulf the city. Many historical buildings are demolished in the reason of 
development and governmental income. There would be less and less memories we could 
find in our neighborhood. Therefore, the last blanks I would like to introduce are the blanks in 
Memory. 
 
The blanks in urban daily life are therefore categorized in three types - blanks in 




1.1.1 Blanks in relationship 
 
One of the most significant types of blanks exists in the relationship between people 
in a urban city. Nowadays, arguably, people are more and more individualized than anytime in 
history. It can be seen by the one-directional goals of an ordinary city dweller. For example, 
people aim at pursuing a successful career, where “success” is defined by wealth and 
properties. One aims to climb up the highest rank in the professional field and live a luxurious 
life. These are personal self-fulfillment. In the contemporary capitalist city, the society is 
extremely competitive. Being successful is to compete and beat your colleagues. Neglecting 
the fact that they are your co-workers and you are interdependent on each other. This harms 
the mutual trust and thus the connection with your co-workers are fairly loose or even 
disconnected. 
 
Another disconnection is strangely caused by the highly developed transportation 
system. The system was developed for better accessibility and connecting people physically 
from different areas. Yet transportation promotes mobility of people that draws people apart at 
the same time. People travel for a great distance for work or even move to another place for a 
better living. People do not interact with people who are physically around them, but rather 
communicating with people who are far away through telecom or internet tools.  Most of our 
time is spent on working and travelling, but not necessarily interacting and communicating 
with people around us. In “spare time”, people tend to spend time on entertainment rather to 
sharing with our beloved ones. After all, we just have no intimate and stable connection with 
anyone. 
 
1.1.2 Blanks in Emotion 
 
What I call “Blanks in Emotion” does not refer to emotionlessness but more about the 
emptiness of being. Sometimes, we cannot feel our own weight (existence). And because of 
the disconnection and isolation from others, people living in big city are always in solitude or 
loneliness. Solitude is good for a peace of mind, a period of silence for reflection and 
deliberation. Yet prolonged solitude might lead to loneliness which makes oneself feels 
isolated from the outside world. We might not be able to locate a position among the others. 
We cannot share our experience nor seek accompany, and thus feel lost. It is especially 
important for urban people to communicate with each other in order to relieve negative energy 
developed from their pressure in a job - the pressure of too much workload and lack of helpful 
co-workers, the pressure of competition among colleagues, the pressure of layoff due to 
economic downturn and the pressure of not spending enough time to socialize with 
colleagues and thus giving up quality time with family. In the working environment with such 




repress it. That’s why in a subway we can hardly see different facial and emotional expression 
in the morning rush hours. This is also where I could locate the blanks in emotion. 
 
1.1.3 Blanks in Memory 
 
The speed of forgetting in a city is excessive. Besides the reason of development as 
mentioned in Section 1.1, the fast paced lifestyle also promotes forgetting. We are always 
running after the schedule, following the routines. What is next and what is after next? We 
have planned every single one of them. Urban people are always looking forward. They are 
future-oriented. It is not difficult to imagine how much precious memories pass by when one is 
chasing the future. But for a practical and safe driver, he should look forward, look around and 
look back in suitable situation. For the forgetful Hongkongers, history becomes the biggest 
blanks in their memory in most of the time.  
 
Another blank in memory is with respect to Freudian theory. It is about 
disappointment and dissatisfaction of desire from the reality. It is also the repressed traumatic 
memory, especially childhood memory that buried from our daily thinking routine and behavior. 
It is the pain we protected by instinct so that we cannot remember. But this massive negative 
energy is a great source of artistic inspiration to be unleashed. This database of an audience 
might be reached by a work of art accidentally, the Punctum as described by Roland Barthes 
(To be discussed in chapter 3.1) 
 
1.2  Filling the Blanks 
 
Why do we fill the blanks? How? 
 
Blanks are to be filled because their existence creates instability, such as uncertainty, 
uneasiness, loneliness, emptiness, frustration, anxiety, fear and suffering. As mentioned in 
previous part, they are basically all negative. However, the process of filling the blanks 
produces positive result and creativity as well as curiosity, excitement, fascinations, erotic, 
imagination, fantasy, dream, hope and belief. 
 
To overcome and stabilize these negative situations, it is necessary to seek a 
substitute or compensation, an answer to question; that could explain or numb; that could 
deceive your senses and thought in order to have satisfaction. 
 
 In art practice, filling the blanks is an act of bridging different creative elements. Here 
is also important for the set of developed artistic language skills to be applied. Some might 
even consider the artistic language skills are far more important than those creative elements. 




is the ground for interpretation and criticism. And I consider this language skill as the skill of 
filling the blanks. 
 
1.2 In Urban Daily Life 
 
 - why in urban daily life? 
 
The more uncanny a big city becomes, the more knowledge of human nature - so it 
was thought - it takes to operate in it.
1
 
 - Walter Benjamin 
 
Urban city is a hybridized habitat. The first reason to choose urban daily life is 
because I live in Hong Kong, and Hong Kong is a highly urbanized city which is one of the 
most extreme examples of how a city can constantly expand despite the shortage of land. 
The average height of residential building in Hong Kong is among the highest in the world. 
Arguably, this urban environment per se defines a tremendous difference in living style and 
mentality between a Hong Konger and someone from, for example, Texas.  In here, elevator 
becomes a crucial vehicle, as well as a special space, for us to get in and out of almost every 
single destination. In a city like Hong Kong, the basic development was long complete. We 
can no longer see a rapid growth as in 60’s to 80’s. Now we are dealing with higher level of 
development such as democracy, human right, lowest wage, etc. At the same time we are 
stuck at these issues. The conflicts from different perspective have never been solved. So it is 
at the same time progressive and recessive. 
 
The whole urban experience is bittersweet. Places are highly accessible, but for most 
of the time when during a journey, we are stuck in a metallic box with artificial light and air 
conditioning, packed with dozens of strangers who are not so friendly and with no meaningful 
interaction. Back in 19
th
 century, according to Benjamin, people have never been in the same 
position looking at someone for long minutes and hours without speaking to them. And it is 
not a pleasant experience. We share most of our time with less connected people. And these 
people and places are transient in nature. Even if we want to connect with people it is not so 
feasible. As speed of this lifestyle keeps pushing everything backward, we only see them 
when they are disappearing. Nevertheless, this is the most intriguing part for a flâneur like me 
to dwell with. (The idea of flâneur will be discussed in chapter 2.2.) It is the love at last sight 
suggested by Benjamin on Baudelaire’s poem.  
 
                                                     
1
 Walter Benjamin, Charles Baudelaire: A Lyric Poet in the Era of High Capitalism, London 





Money is the reason behind this speed of life. It pushes everything faster. Because of 
the conception of time is money, e.g. time is the factor for the cost of labour and losing time is 
losing money. Thus every minute should not be wasted in working hours. And for the most 
energetic biological period in a day, we do nothing else but work for money. We would not risk 
losing time (and therefore money) for complete strangers. Without any reward, everyone in 
the street would not interact with each other. Regardless of being so close together physically, 
people are isolated from other people.  Hong Kong people are very hardworking but for what 
in essence? 
 
1.4 What is the art of the disconnection? 
 
It connects or happens between known and understood meanings, knowledge, image, 
signs, feeling and ‘non-places’  It produces the third meaning out of the provided. In fact many 
interesting artistic works have their idea from issues that lied on disconnections in memory, 
knowledge, relationships and emotions. For example The Third Memory (fig. 2) by Pierre 
Huyghe is about the difference and disconnection interweaving fact, fiction and memory of the 
story of the movie Dog Day Afternoon (fig. 3) by the bank robber John Wojtowicz in reality 
and the re-staging by amateur actors directed by Pierre Huyghe and John himself. Seemingly, 
the movie was exploiting John Wojtowicz’s incident to dramatised a movie for sensational and 
entertaining experience. But John Wojtowicz’s memory, after 30 years of the incident, was 
also heavily interfered by the plot of the movie. The audience might ask what the truth in 
reality is. Yet if there is truth, no one will be able to speak of it. Truth or fact is ambiguous. A 
blank of truth here, the ambiguity of truth/ fact could question to the power of media 
representation, the perspective of a narration who witness the incidence and memory that 
eroded by mutual influence.  
 
To sum up, the blank is a term developed to penetrate the whole exegesis. They can 
be categorized into blanks in relationship, blanks in emotion and blanks in memory. These 
blanks are tailored to the studies of urban daily life. Choosing urban daily life is a result of 
personal and social reasons. With the skill of filling the blanks as a metaphor of the artistic 
language skill, the disconnection at different part of art making are bridged. After this brief 
explanation of the whole process of art-making, I would like to go into details in the next 
chapter to discuss my understanding and findings in a city with reference to texts written by 





Fig. 2 Pierre Huyghe, The Third Memory, Two-channel Video Installation, 2000 
 
 





2   Observation to Conceptualization in Urban daily life 
 
This chapter illustrates the number of ‘blanks’ located in-between people’s urban daily 
life with reference to observation in real life and literature review. It describes the current state 
which is confronting --- the In-betweeness. It also takes readers to revisit the relationship 
between these observations with the body of works that I have been creating. 
 
2.1 Literature Review: Marvel of a Floating City  
 
In search of an identity and meaning for a city, Marvels of a Floating City
2
 provided a 
very good background of pre-1997 Hong Kong perspective. This is also a background prior to 
my mentality of being a Hong Kong artist. Before year 1997, Hong Kong had already 
developed into a metropolitan like a miracle.  
 
Many, many years ago, on a fine, clear day, the floating city appeared in the air in full 
public gaze, hanging like a hydrogen balloon. 
 
It is out of expectation of many that a fishing village with no natural resources and 
attention at all could be developed so rapidly 
 
At that time Hong Konger are very uncertain about their future – to leave or to stay. 
Hong Konger has never own this land. And in year 1997 the sovereignty of Hong Kong was 
handed over from one power to another. Hong Kong identity is ever-changing, from a fishing 
village to British colony to China’s SAR. As there is an uncertain identity of Hong Kong, it also 
gives uncertainty to the emotion of Hong Konger. Nobody knows what in the future Hong 
Kong would become. 
 
You need courage to live without roots......So, how do you sustain your life? He 
answered: With the will-power and faith. 
 
In Abbas perspective, this courage is the energy of decadence. Without democracy 
from the very beginning in the history of Hong Kong, people only have a substitute a ‘free 
market’. And this pushes the development all into economic sphere. That is why this city 
without root (pre-colonial history to be spoken of) can develop into such a miracle. 
                                                     
2
 Xi Xi, Marvels of a Floating City and other stories, Hong Kong: Research Centre for 





With the arrival of May people start dreaming their floating-human dreams. Even 
those who take a nap in the day time have the same dream - they stand silently and 
solemnly in mid air. Such dreams do not disappear until September. When the 
typhoon season is over, people in the floating city start dreaming their individual 
dreams again. 
 
Only when people started to realize 1997 was coming, they tried to raise and save 
the Hong Kong identity while there might not be one. And some tried to construct a new 
identity for Hong Kong before the chance has gone. For a very short period of time, Hong 
Kong has its own identity and culture. And then it changes. Hong Kong identity is transient. 
Because of the intense anxiety over Hong Kong’s return to China, a culture of disappearance 
is developed. According to Abbas
3
, ‘disappearance here does not imply nonappearance, 
absence or lack of presence. It is not even non-recognition - it is more a question of 
misrecognition, of recognizing a thing as something else.’ 
 
The inhabitants of the floating city are not migratory birds. If they leave, they will not 
be able to return. Can one just pick up one’s walking stick and knapsack, and leave 
without looking back?  
 
There was a period when a lot of Hong Kongers were extremely panic about the 1989 
Tiananmen incidence, and many families migrated to other countries. From 1989 to 1997, 
there was a dilemma. Hong Kong has become a highly developed city which provides a lot of 
economic opportunities. Yet the returning of Hong Kong to China means to many people a 
nightmare. People have deep fear of losing freedom of speech and other human rights. 
However, many who chose to leave, have moved back to reside in Hong Kong in recent years.  
 
Xixi has rephrased the doubt of Hong Kong people quite accurately into a metaphor and more: 
 
“Cinderella” is a fairy: a pumpkin turns into a carriage, mice turn into steeds, and rags 
turn into a beautiful ball gown. But when the clock strikes midnight, everything reverts 
to is drab old self. Is the floating city just another Cinderella story? 
 
After 1997, under basic law, Hong Kong was promised to be kept unchanged for 50 
years after the handover. Time is running up and we can see remarkably the change of Hong 
Kong. 
                                                     
3
 Ackbar Abbas, ‘Introduction’ Hong Kong: culture and the politics of disappearance, (Public 





2.2 Literature Review: Man In The Crowd 
 
Man In The Crowd by Edgar Allan Poe is a short novel I first read during my audition 
in a cultural studies course titled ‘Modernity and Urban Culture’. It is a story about a man 
sitting in a cafe in the evening of Paris. He kept looking at the crowd which walked in and out 
of his sight. But he didn’t find anything catches his attention, until he ‘had now a good 
opportunity of examining [t]his person. He was short in stature,…...These observations 
heightened my curiosity, and I resolved to follow the stranger whithersoever he should go.’ 
According to Benjamin, this short story has, among the detective stories written by Poe, the 
most momentous technical achievement that satisfied Baudelaire postulate and Baudelaire 
could write no stories comparable to Poe for the same type. In Benjamin’s book on Charles 
Baudelaire, there is a specific chapter dedicated to ‘the flâneur’. ‘The street becomes a 
dwelling for the flâneur, he is as much at home among the facade of houses as a citizen is in 
his four walls.
4
’‘ In a big city a flâneur never gets bored. He enjoys solitude in the crowd. He 
could turn every details of a crowd in the city into a fragment of a picture. This picture shows 
the observation of the flâneur’s investigation that portrays human nature’. As the more 
heterogeneous or uncanny a city is, the more one could know about human nature in order to 
operate in it.
5
 This knowledge of human nature and interpersonal relationship is more obvious 
in big city through eyes than the ears. This is due to the reason of public transport that is 
explained in chapter 1.3. 
 
A flâneur has a detective quality or is an unwilling detective. The following lines by 
Benjamin further the description on flâneur: 
 
He only seems to be indolent, for behind this indolence there is the watchfulness of 
an observer who does not take his eyes off a miscreant. He develops forms of 
reaction that are in keeping with the pace of a big city. 





The narrator suggests that the flâneur (the old man) ‘is the type of genius of deep 
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 Walter Benjamin, Charles Baudelaire: A Lyric Poet in the Era of High Capitalism, London 
New York: Verso, 1983, p.37 
5
 Ibid., p.40 
6
 Ibid., p.41 
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To a certain extent, I find my work resonant to the flâneur in The Man of the Crowd. 
Living in such a big city like Hong Kong, it is very difficult to be alone. But even you are not on 
your own, you feel very lonely. The crowd of the city can sometimes distract your subjectivity 
of self and focus on the details and appearance of the crowd with a detective quality. What 
you can see from the crowd in Hong Kong is enormous. With such mentality, a flâneur wants 
to be alone in crowd. I create several works in the street. One of the examples is In some 
seconds (fig. 4). It is completely visual and spatial. One can just stand in between two 
screens. They are invited to look at the crowd passing by in an indolent and passive way. On 
the other hand, an audience has to look for the virtual interaction between two screens. There 
are sudden direct eye contacts from people in the video towards the audience, across 
different time and space of the experience. The audience could stand still and experience a 
continuous illusion of everything in the video moving backward. The work suggests the 
disconnection between people in the city and the lightness of being of a traveler in every 
single journey. It also tries to rebuild the poetic connection of people into the audience mind. 
 
 
Fig. 4 Silas Fong, In Some Seconds, Two-channel Video Installation, 2009. 
 
Another perspective of the crowd was illustrated by Baudelaire’s poem To a Passer-
by. As stated by the title in some seconds, you meet a stranger in a crowd for a few seconds 




which eludes the poet.’
 8
 It deals with ‘life of erotic person’. And it ‘is not so much love at first 
sight as love as last sight’. And the end of these few seconds ‘mark the high point of the 
encounter ‘. This love at last sight exists for me as an artist who made the work, and also for 
the audience who put their eyes on a recorded image of a stranger. This love could only exist 
with the existence of moving image. This explains the interests of my earlier works in stalking 
strangers and being a detective to look for some interesting details of the crowd. Through 
these details I could speak of the solitude and lonesome while not able to be alone. It also 
allows me to take pleasure from voyeurism through a lens as an artist. 
 
There is another work by local artist Leung Mee-ping who takes Out of Place (fig. 5) 
by Edward Said as a memoire of her own childhood. She follows unknown people who seem 
like homeless. At a very close distance she records their purposeless wander in the crowd in 
different cities. We don’t know where these flâneurs go but we can feel their lost and 
weightlessness. These cities are all in rapid development. It is also believed that she wanted 
to express the fragility and uncertainty in life. 
 
 
Fig. 5 Leung Mee-ping, Out of Place (video still), Video Installation, 2005-2011 
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3   Conveyance to comprehension & interpretation 
 
This chapter focuses on the importance of communication between artist, artwork and 
spectator. With an introduction to Merleau-Ponty’s Phenomenology of Perception, it examines 
the possibility in terms of manipulating audience’s experience in communication of art and its 
application to one of my work titled Memoriescape (fig. 6). It also comes across my attempt in 
Memoriescape and other artists’ work in search of Roland Barthes’s notions of ‘Studium and 
Punctum’, ‘The Third Meaning’ and the ‘Death of the Author’. 
 
 
Fig. 6 Silas Fong, Memoriescape, 26-channel Video Installation, 2011 
 
3.1 Rational against Emotional 
 
For a considerable period of time, I have been taught of a methodology in art making 
through a highly logical way. It often starts with the question ‘Why’. Why I want to do this but 
not that, how I want to do this, and now I want to achieve by this means. I was quite 
convinced with this very rational mentality in art making could make a better communication 
between artworks and the audience. Yet art making is never so easy. During this master 
studies I started to explore more on the side of personal emotion and intuition, and thus has 
led me to the question of how audience could manage to read my highly personal works. My 
answer to that question is that it should not be taken as binary opposition when applying logic 





This issue can be approached on many different layers. On the first layer, it exists in 
the reality of how we perceive the world. Things exist as they are but people have the 
possibility to interpret in different ways. Here I would like to give an example: A group of 
people including me and my friends came to a bar for a gathering; everyone is having fun as 
usual while I feel a bit lonely. It is because I saw a photograph showing a band called Friendly 
Fires, and it is going to have a small concert in Kowloon Bay. My Friends have also noticed it 
and asked if I want to go. I didn’t answer. Because in this photograph I saw a tattoo of rose on 
the singer’s waist accidentally. It immediately goes deep in to my mind and overtakes the 
whole photograph. I feel sad when looking at it. It touched my wound, but it did not touch any 





The second element will break (or punctuate) the studium. This time it is not I who 
seek it out (as I invest the field of the studium with my sovereign consciousness), it is 
this element which rises from the scene, shoots out of it like an arrow, and pierces me. 
A Latin word exists to designate this wound, this prick, this mark made by a pointed 
instrument: the word suits me all the better in that it also refers to the notion of 
punctuation, and because the photographs I am speaking of are in effect punctuated, 
sometimes even speckled with these sensitive point; precisely, these marks, these 
wounds are so many points. This second element which will disturb the studium I 
shall therefore call punctum; for punctum is also: sting, speck, cut, little hole – and 
also a cast of the dice. A photograph’s punctum is that accident which pricks me (but 
also bruises me, is poignant to me  
 
I did not search for it but it came to me, and it had absolutely little to do with neither the 
concert, nor the bar where the poster was. It also had nothing to do with the education of 
ones on cultural knowledge. 
 
Then because of this experience, I decided to conceptualize it into a work of art. I 
studied the relationship between the lyrics and the music. I have studied the history of this 
venue and organizer. Then I also did research on relationship about music as memory and 
personal wound. The whole process is logical, like what I was taught --- why, what and how. 
Then I have a complete concept and plan to make a piece of installation that tries to express 
how music is represented as visual memory and touches one’s personal wound. And then I 
made a video work by myself. Through the processing of making this video, I must have my 
body participated in the production. And according the Merleau Ponty’s Phenomenology of 
Perception, in this process of making something through my body would produce something 
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more than the conceptual plan. Thus this work expresses with discrepancy from my original 
concept of the work. And this is unavoidable. During the process of production, with the 
perception of our body interacts with the location, time and characters/objects, there is a 
second layer for Punctum. It is not my original idea to create this punctum, but as an observer 
of my own creation, I was hit by a detail in a scene of my video. I didn’t know why when I was 
watching the video nor being at the site when I was shooting. I realized when I closed my 
eyes. And I remember that the girl in the video wears a pear-shaped pendant watch. And that 
watch was once seen by me in my friend’s remains. 
 
In the third layer, after I have produced this video work, I held an exhibition. A 
member of the audience came without knowing who I am as an artist, watched a scene of 
wind breezing on a tree up on a mountain. And this could give a very touching experience to 
her without her knowing why. Then she wrote a reflection after viewing the work, based on 
her own traumatic experience. And the truth was she had a husband once camping with her 
up on the mountain Jungfrau. Her husband was killed in a car crash and it became a 
traumatic memory she repressed. Her reflection then has no relationship with my original 
intention – sorrow after seeing the photograph of Friendly Fires. Barthes put it in this way ‘To 
give a text an Author is to impose a limit on that text, to furnish it with a final signified, to close 
the writing.’ in Death of the Author
10
. An interpretation of a text is not necessarily to be related 
to intentional and biographical context of the author. 
 
The example above sounds distant from the title of this chapter but it is not. Here, we 
can see an art work as a text which would allow a lot of possibility of reading, even those are 
completely different from the artist’s intention. An artistic text is not a closed communication 
merely constructed by the author. Its interpretation is opened and changes according to 
different spectators.  
 
Finally I would want to suggest one more argument based on the above, that is, logic 
is necessary for artist to construct a methodology in art making but not necessarily the 
intention. Even the most intuitive decision is based on an internal reason that might lay deep 
under one’s subconscious. It might be a very complicated reason. But logic could help an 
artist to organize and investigate into these personal reasons that he might not even notice. 
And with this methodology one can remove the veils layers by layers to reach the core of 
some important issues, and put forward the audience for free interpretation. I believe intention 
of my artistic practice is always from personal motivation and emotion; wound and trauma. 
Most are not originated by logical intention. But very often I try to apply logical methodology 
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on research and development, which is able to widen the ground for the understanding of 
audience. Rational thinking should not be the reason to put against emotional intention. 
 
3.2 Work Example: The Memory Series 
 
The Memory series was first developed from Memory Disorder (fig. 7). It is a web-
based work tailored for a net-based exhibition called Order of Things co- organized by 
Netfilmmakers from Denmark and Videotage from Hong Kong.  The initial question of the 
exhibition is about how things are ordered. With the strong interest of an immaterial medium, 
it is not surprised that I would take memory as the subject for studies. Memory is on one side 
intangible and the other must exist with a container such as an object, a place, a visual image, 
smell or sound.  It could be narrative yet more likely a nonlinear one. It is supposed to be 
fragmented and ambiguous. It is not always accessible. It could be very personal and poetic.  
 
 
Fig. 7 Silas Fong, Memory Disorder, Web Page, 2011 
 
With these assumptions, I try to look at materials from the past of myself. I found film 
photographs which give a unique texture of the past. With long admiration of Chris Marker’s 
La Jétee (fig. 8), I start to construct new memory from these photographs into sequences of 
slides. I also start experimenting with loose narratives by stop-motion technique which fits as 
representation of memories. At the same time I was thinking about the spatial dimension of 
memory inside a brain, I read Lev Manovich’s idea of spatial montage and applied it in this 
work. With transmission delay of the work through internet, images of the work might leave 
blank according to different connection speed. With a similar approach, the work is developed 
into multi-screen video installations namely Memoriescape and Studio Memoriescape  (fig. 9). 
Memoriescape is made in a gallery setting while Studio Memoriescape was made specifically 
to resonant with the studio environment of CUHK. Physical dimension is added into the works 




the video installation. Audience has to actively connect separate images from monitors or 
projection by themselves for further interpretation. The images selected are however made to 
be ambiguous, personal and abstract. They are the personal archive of my daily life over the 
past 5 years. There is a video projection with text penetrating the content of the whole 
installation in Memoriescape. This is the only text for the audience to follow. The whole series 
of work is designed to be almost completely opened for interpretation. Yet the form does 
intend to experiment the practicality of Lev’s spatial montage. I agree the argument of Roland 
Barthes’s Death of the author to a great extent. If once the work is made, an artist has no 
more control over the work. Then why should I still control in making definite expression within 
an art work?  
 










4 The Medium and its Application 
 
 Starting from the graduation work, I focus on making works with moving images, 
mostly video and video installation. Video as an art medium offers great advantages and 
convenience for a flâneur like me to work with. With a relatively low requirement of techniques 
to operate, one can easily produce a work of art through a handy camera or even cell phone. 
But also because of the accessibility and user-friendly nature, photography and videos are 
more difficult to be distinguished from TV commercials and programs, movie or even 
homemade video in term of the medium. May be it is not a difficulty but an advantage of 
interfering into the public more easily. Besides, there are two main arguments crucial to my 
art to be expressed through video. 
 
4.1  The Documentary Value 
 
In the first chapter, I have discussed the importance of urban daily life to be an 
element in my works. Urban city life is full of unexpected and interesting resources. ‘In the 
words of the artist-dandy Constantin Guys as quoted by Baudelaire, “Anyone who is capable 
of being bored in a crowd is a blockhead. I repeat: a blockhead, and a contemptible one.
11
” 
Benjamin agreed with Baudelare and emphasized the variety a crowd in an urban city could 
give. It is this variety that provides me unlimited materials which can only be party controlled. 
This uncontrollable way of art making often includes chance and change which are non-
expectable and expectable respectively. I can only select control through planning a 
framework before the production, and allow any kind of happenings. For example, the video 
part of Stolen times for sale was produced in similar way as mentioned above. I chose to work 
at the corridor in front of the elevator at the floor of the residential building where I live at. 
Then I chose the peak hour where everyone is not completely awake but hurry to go to office. 
It is based on the intention that I want to peep at neighbors during these hours and be a bit 
naughty to disturb their life for and see what happened. At the beginning, the reason I chose 
this location is simply because it is near my home and I am familiar with it, and I felt more 
comfortable and safe to do something ‘not quite right’ there. Therefore, as an artist I can just 
control the time and location for something to happen. And honestly I did not know what 
would happen. 
 
Through the process of getting it work, I refine the technique of pressing the call 
button of the elevator so I can capture more useful video footage in a shorter period of time. It 
is after all an incorrect action to do. The whole plan is just practical for the sole purpose of 
capturing some faces going to work successfully and to satisfy my curiosity. On the other 
hand, it is very normal to wake up early, running into an elevator at 8:30am. There is also 
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nothing special if your tie is not probably tied when your eyes are closed. But when all added 
together with the captured video, it became something special, why is that? 
 
It might be interesting to explain this by the concept of Allain Kaprow on Happening.  
 
In the past ten years Kaprow has moved the Happening from a rather self-conscious 
and stagy event to a strict and elegant procedure. The Happening now has a sense 
of internal logic which was lacking before. It seems to arise naturally from those same 
considerations which have crystalized the systems approach to environmental 
situations. As described by their chief inventor, the Happenings establish indivisibility 
between themselves and everyday affairs; they consciously avoid materials and 
procedures identified with art; they allow for geographical expansiveness and mobility; 
they include experience and duration as part of their esthetic format; and they 
emphasize practical activities as the most meaningful mode of procedure. 15 As 
structured events the Happenings are usually reversible. Alterations in the 
environment may be "erased" after the Happening, or as a part of the Happening's 
conclusion. While they may involve large areas of space, the format of the Happening 




Practical activities are always meaningful. It is because for these activities to be 
happened there must be enough feasible environmental condition. These happenings could 
not be divided from everyday affairs. The relationship between these affairs and happenings 
contains an internal logic which can be standalone and self-operative without external 
intervention. This is also the reason why I shoot video in a minimal manner. It is my constant 
interest to capture what possibly the people living in a big city could have thought of . 
Therefore, the purpose of choosing video as the art medium is to capture the subtle mentality 
of people in urban daily life through their behavior and represent with high level of 
documentary.  
 
Here I would like to elaborate a bit more on why I choose video over photography to 
capture these subtle mentalities. It is because of the capability of video to remain a higher 
level of documentary value throughout the production process. It is even a better tool in terms 
of documentary value over photography. Photography are much more selective than video. 
Although both medium frame a portion of reality to be represented as a visual image. The 
portion of reality is much short in photography than video. A photograph just captured a 
moment. And with such a short moment, the image could be exaggerated, distorted and give 
a completely different meaning and even a different reality for an onlooker while video could 
capture over a duration of time. Hence, the level of randomness in photography is much 
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higher. Moreover, video could capture not just a still visual image, but a sequence of images, 
a movement and sound. That is a whole lot more than photography and it helps better to 
imitate the physical real world accurately. When talking about the subtle mentality of people, 
we are talking about the psychology. It is known that psychology is more possible to been 
seen through human behaviors. Photography without the ability to record over time could 
hardly record behaviors of people. It is inaccurate and ambiguous. Since people’s behavior 
are always causal and sequential, video is the best medium to document it.  
 
In an urban city, interaction of people is contingent. People encounter within a short 
while might be the only moment in their life. Especially in a city like Hong Kong, not only the 
interaction but relationship, identity and even places are transient. If under this environment 
we have to capture people’s subtle mentality, it is at best showing with a medium capable of 
carrying such imagery of disappearance. Video unlike photography (except slide projection) is 
immaterial. It is mere light and shadow. It is an illusion of movement. At each moment when 
we see a frame of video, it has already disappeared and forgotten. This is more coherent than 
photography to Benjamin on Baudelaire’s idea of love at last sight. 
 
4.2 Personality in Working with Video 
 
If using video as a medium is such an automatic process and the urban daily life is 
such an unexpectable and inexhaustible source for image making. Is there very limited 
possibility for the artist to control what is to be captured? Even a rolling video camera on a 
solid tripod could non-stop capturing the urban imagery. Then what is the importance of the 
artist’s participation? And thus how can each individual artist to be distinguished from another? 
The following examples explained the areas in which the participation of one artist could be 
differed from another:  
 
4.2.1 Points of Concern and Ways of Presentation 
 
In this part I would like to illustrate, with an example of my works, how the points of 
concern and ways of presentation could differentiate an artist from another. In previous part 
we have discussed the necessity of building up a conceptual framework in order to allow the 
randomness and happenings to be shaped into useful material for the production of an 
artwork.  
 
Take Working in Hollywood (fig. 10) as an example. It was a work commission for an 
exhibition called Re-orientation for a community project about the people’s journey through 
the passage of time and changing of things. It also came across the decision of whether one 
lingers or departs, one let go or collect memories. This project also aims to arouse the public 




location specific and community based project, the entry point of concern is the crucial 
difference that speaks for each individual artist. As I was working at an office in a commercial 
building along the Hollywood Road in Sheung Wan, I am especially interested in the people 
from the working class. Well before I have heard about this project, I was very interested at 
where other people have their lunch. I might have overheard their conversations and know 
more about their works and daily life. This is already a very different approach to start a 
research on the same theme from one who has not worked at the district or not even came 
before. In project I am not interested in talking about the famous place of the district but rather 
the mentality of the working class. Therefore I am choosing locations where I could capture 
more behavioral activities from these people instead of the popularity of the place. And I 
would like to observe their more natural and realistic mentality. It might even be assumed that 
a less popular place might have more genuine human behavior to be seen. Places with more 
people often make one more conscious of himself and behave ponderously. Then in a place 
with less traffic, people feel more relax and perform more private activities such as smoking 
and talking on phones. I tend to be interested in the smokers more than the people on phone. 
It is because the smokers are alone and more conscious of his own time than people on 
phone. Also the subtle mentality is readily found when through facial expression and gesture 
than talking. A person talking is more performative. And when I saw these people sneak out 
from work and smoke in the backstreet. I can really see their relief from the hard work on their 
face and gesture. And thus through this observation I started to find out more of these 
‘private’ places and investigate the smoking subculture of working class during working hours 
in Sheung Wan district. At each the decision I made in a way but not the other, I judge with 
my points of concern. Hence, there are a large variety of ways an artist can developed unique 
from other artists.  
 
 




Another aspect that could change a work of the same topic into a completely different 
signature and concept is the way of a work’s presentation. The most common and obvious 
example is a cinema setting. When a moving image is screened as a projection, in a dark 
room, with an exact screening time and a comfortable chair, it is assumed to be a movie. And 
the author would be named as a director. And if a video work is projected in a gallery or a 
museum, the work would be regarded as video art and the artist would be named a video 
artist. This is of cause a not so scientific categorization for people working with moving 
images. Still it is widely applicable and recognized. For more serious consideration of the 
presentation of a video work, the setting method is important. It is because viewing a work of 
art includes the experience of the body. A serious audience would consider the viewing 
perspective and method to be a part of the work’s concept. Take In some seconds as an 
example. What if the two videos of passers-by in the street are projected on the same wall 
side by side instead of two screen hanging parallel to each other? What if the size of the 
video image is much smaller than life size? What if one could not walk in between two 
screens and place himself ‘inside’ the work? It makes completely different stories while other 
aspects of the work all remain the same. Although video is an immaterial medium, the 
physical quality of its display is still very important. The slight changes in size of the image, 
the location of the projection, the angle of perspective for an audience to view from, the 
surface of projection (or a monitor) and etc., could make a big difference of the work. Thus the 






Montage is crucial element in producing the artistic value of a film or video. With a 
different approach in video editing, a work could express a completely different narrative, 
mood and meaning. However, most of my video works are long and continuous sequence 
with minimal editing. I did not apply traditional ways of montage as an artistic technique in 
these works. Instead I apply another form of montage suggested by Lev Manovich called 
spatial montage in my graduation work and the Memory Disorder series. Thus it is necessary 
to have a basic concept of classical montage, its origin and its variant - spatial montage. 
Additionally, it is also worth to note other derived forms, stylistic and ontological montage, 
suggested by Manovich to have an overview in new types of montage for further studies. 
 
The classical notion of montage is developed by Lev Kuleshov for cinema. His 
intention was to save money since film is a very expensive medium. Therefore he compiled 
these different temporal and sequential shots in order to simulate a scene in different physical 
perspective with reference to cubism or different time. 
 
A very simple example of montage is like this: You could imagine a shot showing a 
close up face emphasizing the mouth with the tongue licking on lips. This shot is then 
followed but a shot of a fried chicken. There is no connecting shots in-between the two but 
one’s mind could easily connect them with the concept of hunger or eating. The idea of 
montage also exists outside the field of cinema. One could easily find an example in Chinese 
character. The word mouth on the left hand side merged with the word dog at the right hand 
side means barking. (口 +犬 =>吠)  
 
Cinematic montage was first theorized by Sergei Eisenstein as collision of different 
shots to provoke audience subconscious cognition and response. He also named a few other 
montage such as metric (number of frames / length of shots), rhythmic (visual continuity), 
tonal (emotional), overtonal (associative) and intellectual (meaning, metaphor) montage. 
 
Nevertheless, Lev Manovich suggested that classical montage privileges sequential 
montage and temporal montage rather than montage within in a shot (a frame). Therefore he 
introduces new types of montage and further the discussion
13
. It was not feasible before 
compositing techniques become accessible with the development of computer technology. It 
allows one to blend elements within a moving image seamlessly. Manovich also commented 
that Eisenstein only focuses on the dimension of time, instead of other dimension such as the 
spatial. Moreover, computer privileges spatial dimension, e.g. a web page with a movie. 
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Without the technology of computer as a common ground for moving images from different 
format, such kind of montage is very unlikely to be feasible. Since the establishment of 
internet and development of technology on hyper media web page offers a chance for a 
unique approach in montage. Video clips could be embedded into a web page together with 
text sound and graphics. It could be correlated with information in another window or even be 
possible for montage between many windows. With this montage technique, my work Memory 
Disorder (fig. 7) was developed. It was introduced in Chapter 3.2. It demonstrates how video 
clips, text and sound juxtaposed in different ‘windows’ at different position within the frame of 
the monitor.  
 
Manovich suggests that in order to be regarded as a specific kind of Montage. It has 
to be juxtapositions of different elements with stronger effect. It also needs to form a system 
to correlates the values of different dimensions. These dimensions include meaning, 
emotional and aesthetic effects. With a logic constructed behind this system, Manovich 
named it as Spatial Montage. To experiment the possibility of spatial montage for video 
installation, I have created the work Memoriescape (fig. 6) and Studio Memoriescape (fig. 9) 
mentioned in Chapter 3.2.  
 
Ontological montage is another approach introduced by Lev illustrated with Tango (fig. 
11) by Zbigniew Rybczyński from Poland. It is an 8-minute animated film. It is a compressed 
life simulating people living in a socialist country. The set happens in an overcrowded room 
with human cohabitation. In this room, people perform different actions in loop, unaware of 
the others. It is ontologically incompatible elements within same time and space. The film is 
made with compositing technique. 
 
 




Stylistic montage is achieved by putting images in different media, from different time 
and different genre together. For example a filmed human figure is edited together with an 
engraving background in a coherent perspectival space. It deliberately allows audience to be 
aware of its construction. One example is Karel Zeman’s Journey to the Beginning of Time. In 
stylistic montage graphic and cinematic elements could be blended together as a whole.  
 
 





5   Love and story: The Final work 
   
 It is especially important that the idea of love can fill the emptiness of life, as the 
answer to the meaning of life by many people. Fragments as story and anti-story describe my 
belief in art as a selection from the continuous ‘sequence’ of life. In this chapter I would like to 
show the concept development of the work. 
 
5.1 Previous Related Work: Writing to reach you 
 
In Writing to Reach You (fig. 12), I create a collaborative exhibition with no imagery 
on site but text and rectangles which represent objects. I take away the images to focus on 
the description of the exhibition. This tries to explore the gap in communication between the 
artist, artwork and the audience where the art happens. Audience could choose to only read 
the description to interpret what is happening in the exhibition. They can create a concept 
back from the verbal description in the exhibit’s appearance. The audience could also read 
take out his cell phone, using QR code applications to access the still and moving images 
through internet access. 
 






5.2 We each walked 2000 kilometers to say good-bye 
It is an exploration question of Love – how long does love last? In seeking meanings 
of life, some people find love as the answer. German words Leben and Liebe write and 
pronounce so similarly and that manifests the cultural mentality of the people in equality of 
Life and Love. Questions followed - Does all Love end? Why and how does it end? Instead of 
hectic urban cityscape, this work I chose to work with a hundred years old dam built by the 
nature. It is a self-exploratory project. I situate myself in this magnificent monument, which 
has the natural feel yet highly artificial. The dam stops water flows through and over for a 
specific reason. A story is told in 3 perspectives and to be shown in 3 locations. First-person, 
third-person perspective and the omniscient narration helps to illustrate and examine floating 
quality of a story.   The text of this work is developed from and inspired by works of others, 
from selected films, poetries, old anonymous postcards from flea market and antique stores, 
novels, interviews and most importantly Marina Abramovic’s and Ulay’s collaborative work 
The Lovers: The Great Wall Walk (fig. 13). The diversity of text attempts to exploit audience’s 
comprehension and interpretation to where lingually unreachable. 
 





6  Conclusion 
 
To conclude with, Fill in the blanks is a summarized methodology of my artistic 
practice from observation, conceptualization, execution, conveyance to interpretation. It is 
very suitable to be applied in an urban city like Hong Kong. The richness and random 
resources in urban daily life are ideal for a flâneur like me to observe, explore and exploit. Still, 
for every local Hong Kong artist, there is still worry of what Hong Kong would become in the 
coming years. We are not sure if Hong Kong is a Cinderella story. But from now on we are 
already aware of our identity, and we keep defining ourselves. In search of a self-identity must 
be a frustrating experience. Everything and everyone seems to be transient. We are uncertain 
and not comfortable with this state of mind. It is somewhat coherent to my MFA studies. 
 
If one says a MFA program helps student to clarify his own path of artistic 
development for prospective career development. I might not be the one who agrees. I might 
be more certain of what I was doing and very confident of what I have achieve in such short 
time after undergraduate studies. Then am I complaining about this MFA program? Far from it, 
I must express my thought here. I wasn’t too sure if I was walking in a right route before 
studying MFA. But I am sure in these two years I have gained a lot more perspective and 
realized the weakness of myself. In chapter 3 of this exegesis, it is quite clear that I have 
been thinking a lot about the question concerning how much should I keep a work to be 
personal while being able to communicate with the public. Making art is not like making a 
glass for your own use. If I just want to make a beautiful glass so that I could drink wine with it 
and look at it. I probably would not choose to work as an artist. Works of art are containers 
like languages. It aims to communicate what languages are not capable of. An artist must be 
responsible to the minimum level provide a ground at least to people who are expertise in the 
art field. So that it could be understood in a certain way. It is not necessarily the way I 
intended.  
 
Besides the studies included in this exegesis, I have discovered the ability of art 
making as a therapy to personal wound through studying the ‘blanks’. It is known by many 
that art therapy exist as a curriculum under psychology and art education. It is less concerned 
under the field of contemporary art. I would be interested to study and research on art therapy 
for artists under the contemporary art field as an expansion studies on top of Fill in the 
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